





Global Communities:  
Curating Modern Art Today 
 
Symposium for Tate Research Centre: Creative Communities  
Friday 26 – Saturday 27 April 2019  
Tate St Ives 
 
Schedule (subject to change) 
 
Friday 26 April 
 
Film for Friday screening and talk 
Clore studio 
15.00–16.00  
Screenings of Larry Achiampong’s Relic 0 (2017), Sasha Huber’s KARAKIA – The 
Resetting Ceremony (2015) and Mai-Lis Eira’s Guovvamánu 6. b. 1981 (6 February 




Opportunity to visit ‘Modern Art and St Ives’ collection display  
 
17.20–18.00 
Tate St Ives Café open for drinks 
 
Talk by Katya García-Antón 
Foyle studio  
18.00–19.30  
International curator Katya García-Antón explores urgent questions surrounding the 
role of museums of modern art today in relation to ideas around Indigenous art, 
curation and criticism.  
 
 





09.30–10.00  Registration 
 
10.00–10.10  Introduction to the day  
 
Morning session co-convened and chaired by Nephertiti Oboshie Schandorf 
 
10.10–10.25  Within and Without: Negotiating Delicate Truces and Other Strategies 
of Self-preservation (Artists and Institutions) 
Nephertiti Oboshie Schandorf (curator and film producer) 
 
10.25–10.40 Reshaping Collection Narratives? How Contemporary Art 
Commissioning Can Embody a Collecting Strategy  
Franziska Wilmsen (PhD researcher, Loughborough University) 
 
10.40–11.05  Coffee break in the Clore studio 
 
11.05–11.20 Is it Risky Showing Frisky? 
Jonty Lees (artist and curator, Pool School Gallery, Cornwall) 
 
11.20–11.35 Modernism and Mondialité: Staging Modernist Cross-cultural 
Exchange in the Contemporary Art Museum 





12.05–12.15  Comfort break 
 
12.15–13.00  Artist Lubaina Himid in conversation with artist Evan Ifekoya 
 
13.00–14.00  Lunch in Clore studio and opportunity to visit ‘Modern Art and St Ives’ 
collection display 
 
Afternoon session co-convened and chaired by Biung Ismahasan 
 
14.00–14.15 Ethno-Spatiality as Sovereignty: An Alternative Culture of Taiwanese 
Indigenous Curatorial Practices 
Biung Ismahasan (Bunun Nation curator, artist and PhD researcher,  
   University of Essex and Taiwan Academy of Sciences, Taipei)  
 
14.15–14.30 Geographic Horizons in Defining the Southeast Asia Modern  
Vera Mey (PhD researcher, SOAS, University of London) 
 
14.30–14.55  Tea break in the Clore studio 
 
14.55–15.10 A River with Standing: Indigenous Rights and Artistic Interventions 
Mercedes Vicente (curator, writer and researcher) 
 
15.10–15.25 Healing by Making – Duodji as a Way of Life 
Liisa-Rávná Finbog (Sámi archeologist, museologist and PhD 




15.55–16.05  Comfort break 
 
16.05–17.00  Group discussion, introduced by Sook-Kyung Lee (Senior Curator, 
Hyundai Tate Research Centre: Transnational) 
 
17.30–20.00 Optional trip to visit Invisible Narratives, with an introduction to the 




Supported by The National Lottery Heritage Fund and the Wilhelmina Barns-Graham 
Trust 
 
       
 
 






Larry Achiampong, Relic 0 2017. 10:10 min, 4k video. Co-Commissioned by 
Southbank Centre | Hayward Gallery & Jerwood Charitable Foundation. 
 
Relic 0 forms part of Larry Achiampong’s Relic Traveller: Phase 1, a multi-disciplinary 
project including performance, audio, moving-image and prose. Taking place across 
various landscapes and locations, the project builds upon a postcolonial perspective 
informed by technology, agency and the body, and narratives of migration. Relic 0, 
which is the prelude to the series, is a short film that moves between African and 
Western-based vistas and focuses on specific structures of colonialism as delivered 
by an anonymous narrator. The text addresses the sinister way that states of anxiety, 
fear and displacement are both generated and policed in postcolonial society.  
 
Achiampong’s solo and collaborative projects employ imagery, spoken word and 
visual archives, live performance and sound to explore ideas surrounding class, 
cross-cultural and post-digital identity. With works that examine his communal and 
personal heritage – in particular, the intersection between pop culture and the 
postcolonial position – Achiampong digs through the vaults of history. These 
investigations examine constructions of ‘the self’ by splicing the audible and visual 
materials of personal and interpersonal archives, offering multiple perspectives that 
reveal entrenched socio-political contradictions in contemporary society. 
 
Achiampong’s recent project titled Relic Traveller is a multi-disciplinary, multi-site 
project that builds on themes of lost testimony, fallen empire and displacement by 
deconstructing the architectures of colonialism. The project is currently formed of a 
first phase involving an original score, two short films and installations, an audio-
visual performance and a flag project which recently displayed atop Somerset House 
in London. 
 
Larry Achiampong (b. 1984, UK) is a Jarman Award nominated artist (2018). He lives 
and works in London and has been a tutor on the Photography MA programme at 
the Royal College of Art since 2016.  
 
 
Sasha Huber, KARAKIA – The Resetting Ceremony 2015. 5:20 min, video. Courtesy of 
the artist.  
 
Sasha Huber travels with greenstone carver Jeff Mahuika (Kāti Māhaki, Poutini Kāi 
Tahu) to the Agassiz Glacier, between Kā Roimata a Hine Hukatere (Franz Josef 
Glacier) and Te Moeka o Tuawe (Fox Glacier) at Te Waipounamu (South Island) of 
Aotearoa New Zealand. On location, Mr Mahuika offers a karakia blessing to 
symbolically un-name the glacier of its association with the influential proponent of 
scientific racism, Louis Agassiz (1807–1873). 
 
Sasha Huber is a visual artist of Swiss-Haitian heritage, born in Zurich (Switzerland) in 
1975. She lives and works in Helsinki (Finland). Huber’s work is primarily concerned 
with the politics of memory and belonging, particularly in relation to colonial residue 
left in the environment. Sensitive to the subtle threads connecting history and the 
present, she uses and responds to archival material within a layered creative practice 
that encompasses video, photography, collaborations with researchers, and 
performance-based interventions. Huber’s work took a new direction in 2007 when 
she joined the transatlantic committee Demounting Louis Agassiz, initiated by the 
Swiss historian and political activist Hans Fässler. This long-term project has been 
concerned with unearthing and redressing the little-known history and cultural 
legacies of the Swiss-born naturalist and glaciologist Louis Agassiz (1807–1873), an 




Mai-Lis Eira, Guovvamánu 6. b. 1981 (6 February 1981) 2018. 5:14 min, digital 
video. Courtesy of the artist. Commissioned by OCA, 2018. 
 
Mai-Lis Eira meets inhabitants from the small town of Máze in Sápmi/Northern 
Norway – where Eira herself is from – who participated in the Alta Action, giving 
central attention to the 15 women who occupied the office of Prime Minister Gro 
Harlem Brundtland on 6 February 1981. Together with other protest actions during 
this period, the occupation of the Prime Minister’s office led to the establishment of 
the Sámi Parliament in Norway in 1989.   
 
Mai-Lis Eira (b. 1991) is a Sámi film director who uses film and storytelling to 
problematise contemporary events from a Sámi perspective. She is involved in the 
Pile O’Sápmi project (founded by artist Máret Ánne Sara, fellow co-member of the 
Dáiddadállu artist collective) as director of a forthcoming film that documents the 
legal and artistic events around reindeer herder Jovvset Ánte Sara’s court cases 
against the Norwegian state. She is the director of the short films Jahki ii leat jagi 
viellja (This Year is Not Last Year’s Brother) and Turistene (The Tourists), and has 
produced a TV documentary for children and young adults on NRK for which she 





Within and Without: Negotiating Delicate Truces and Other Strategies of 
Self-preservation (Artists and Institutions) 
Nephertiti Oboshie Schandorf (curator and film producer) 
 
Observing the relationships between artists and public institutions, it appears that 
we are in a moment where institutions are being challenged to critically re-evaluate 
their roles in the historic and symbolic annihilation of ‘non-traditional’ artists. By 
looking specifically at artistic counter-publics from the Afro-Caribbean diaspora – 
with practices and communities that have developed within the arts institution, 
found the institutional framework wanting and thrived beyond institutional regard – 
I consider how these parties negotiate delicate truces and implement strategies of 
self-preservation. 
 
The space offered by Tate St Ives is an opportunity to critique, discuss and share 
excerpts of works that centralise Afro-diasporic experiences within an organisation 
that is often both highly regarded and also mistrusted by artists of the diaspora. 
Alongside these excerpts will be an outline of critical points in the formation of post-
war and contemporary Afro-Caribbean creative counter-publics. The focus of this 
outline is how these groups negotiated institutional spaces and have influenced 
institutional modes of engagement/communication (as expressed through 
exhibition-making and programming). 
 
Reshaping Collection Narratives? How Contemporary Art Commissioning Can 
Embody a Collecting Strategy  
Franziska Wilmsen (PhD researcher, Loughborough University) 
 
Faced with increasing competition between art institutions due to the number of 
venues opening worldwide and influenced through current cultural heritage 
discussions, art museums are having to rethink their collecting strategies and focus. 
As a consequence, they also need to develop alternative means of expanding their 
collections. Although there is a steady growth of exhibition venues and collecting 
bodies worldwide, art museums struggle at the same time with smaller acquisition 
budgets. Mostly, these austerity measures do not allow them to purchase works by 
some living artists who reach record prices on the art market. Against this 
background, can art commissioning function instead as an alternative way to pursue 
contemporary collecting in the art museum? What logistical and financial challenges 
do art institutions face with employing this practice? What institutional collecting 
visions are narrated when works of art are purposely conceived for such holdings? 
 
In this paper, I shall debate how art museums can pursue new collecting agendas by 
art commissioning. Although it is not new that western public and private museums 
use newly emerged works to highlight temporary exhibitions, less is hitherto said in 
recent scholarship about commissions affecting and shaping collections. The cases I 
shall consider demonstrate institutional commissioning as a practice that is relying 
on the intersection with the art market (i.e. the artist’s gallery) for the facilitation of 
new artistic work. Departing from the exploration of its networked or cooperative 
structures, each case allows me to debate commissioning as a means for the 
institutional customisation of new art canons. 
 
Is it Risky Showing Frisky? 
Jonty Lees (artist and curator, Pool School Gallery, Cornwall) 
  
The Cornwall Council Schools Art Collection was created in 1961 with the intention 
that children in Cornwall should have access to great art. Artists represented include 
Jacob Epstein, Barbara Hepworth, Alfred Wallis and Terry Frost. Many Collection 
works are fragile and valuable, which means the Collection is rarely displayed in 
schools. 
 
Begun in 2018, Pool School Gallery makes art accessible to a wider, under-
represented and disadvantaged audience. We believe that a school is at the heart of 
a community. Pool School Gallery is supported with enthusiasm because the wider 
community is invested in the young people we work with. Over the next 24 months, 
Pool School Gallery will ask if showing works from the Collection in a school as 
intended is a risk worth taking, as we open our exhibition displaying Frisky (1953), a 
bronze sculpture of Epstein’s dog and the first work acquired for the Collection, 
alongside works by students from across the county. 
 
The risk of not engaging with the audience – which can happen when art is 
‘parachuted’ into a setting without explanation or support – is reduced in this case 
because students from Pool Academy work directly on the project through all stages. 
Students bring their own knowledge to the artworks and, through the process, value 
is placed on this knowledge. As custodians with responsibility, the risk of damage 
through ‘lack of care’ is also reduced. The greatest actual risk for this Collection is 
that key works will be stored away where young people have no access, which goes 
against its core value: that an early encounter with art can be significant.  
 
This public-facing project will be used by Cornwall Council to inform how the 
Collection can be utilised in the future. Pool School Gallery is supported by The 
National Lottery Heritage Fund. 
 
Modernism and Mondialité: Staging Modernist Cross-cultural Exchange in the 
Contemporary Art Museum 
Naomi Polonsky (curator and arts writer, New Hall Art Collection, Cambridge) 
 
My paper will draw on postcolonial theorist Édouard Glissant’s concept of mondialité 
(‘globality’) as a way of preserving diversity and negotiating the local and the global. 
As an illustration of Glissant’s model in relation to modernist art, I will examine the 
five-decade-long collaboration between artists Nicolaï Michoutouchkine and Aloï 
Pilioko. Michoutouchkine (1929–2010), a French-Russian artist and collector, and 
Pilioko (b. 1935), a Pacific Islander painter, met in New Caledonia in 1959 and began 
exhibiting their works across the world, from New Guinea to Sweden to Morocco. 
Blending Polynesian and western modes of expression and juxtaposing their own 
works with ethnographic artefacts, the artists showed the potential for cultural 
cross-pollination in art and simultaneous engagement with the local and the global. 
This nomadic partnership shows modernism not as a process of diffusion from 
western centres to non-western peripheries (as it is traditionally constructed in 
western narratives), but rather as a complex web of mutual influences and 
exchanges across the globe. Building on Hans Ulrich Obrist’s mondialité-inspired 
approach to curating contemporary art practice, my paper will interrogate different 
strategies for staging exhibitions of twentieth-century modernist art following 
Glissant’s model: either through ‘transcultural’ exhibitions that juxtapose 
international modernist works with works by artists local to the museum; or by 
means of a meta-curatorial approach which historicices and re-stages the practice of 
crosscultural modernists like Michoutouchkine and Pilioko. 
 
Ethno-Spatiality as Sovereignty: An Alternative Culture of Taiwanese Indigenous 
Curatorial Practices 
Biung Ismahasan (Bunun Nation curator, artist and PhD researcher, University of 
Essex and Taiwan Academy of Sciences, Taipei)  
 
‘Indigeneity’ is a politically enabling construct in the resistance to ongoing 
colonialisms and expropriations, and performance and installation art are vital 
expressions of its emergent, processual and contextual nature. My 2018 exhibition, 
Dispossessions: Performative Encounter(s) of Taiwanese Indigenous Contemporary 
Art, defied expectations of primitivism and primordialism, emphasising instead self-
made and re-appropriated identities. Offering an example of Indigenous curation 
from an Austronesian perspective, Dispossessions responded to the radical 
flourishing of Indigenous performance and installation art despite – and in response 
to – social and environmental disruption, instability and change. 
 
This presentation explores the ethno-aesthetic nature of Taiwanese Indigenous 
performative art through the works of Truku performance artist and activist Don Don 
Hounwn, Rukai sculptor Eleng Luluan and myself, a Bunun curator (Truku, Rukai and 
Bunun are three of Taiwan’s sixteen Indigenous groups). It will discuss the 
performative exchange of Indigenous artists from Taiwan in an international context 
through focusing on two exhibitions: Dispossessions: Performative Encounter(s) of 
Taiwanese Indigenous Contemporary Art at Goldsmiths and Let the River Flow: The 
Sovereign Will and the Making of a New Worldliness at the Office for Contemporary 
Art Norway in 2018. I examine our performative approaches and curatorial strategies 
as Indigenous artistic practices, with a particular focus on those pertinent to cultural 
loss, recovery and activation, and in relation to the discourse surrounding Indigenous 
and cultural sovereignty. In this presentation, I attempt to refine mixed descriptions 
of ‘Indigeneity’, based upon practices and experiences, considering the growing 
‘Indigenisation’ of the international art world. This presentation begins by looking at 
how Hounwn performs Indigeneity, sorrow and solitude, thereby exposing hybrid 
identities. I will then go on to demonstrate how Luluan uses her Indigenous 
minimalist installations to explore intrinsic and extrinsic performativity through 
material objects and soft sculptures. Finally, I will look at how I myself structured a 
performative encounter with Taiwanese Indigenous contemporary art by curating in 
a non-gallery or non-institutional space with cultural resonance.  
 
Geographic Horizons in Defining the Southeast Asia Modern 
Vera Mey (PhD researcher, SOAS, University of London) 
 
In this presentation, Khmer Buddhist mural paintings from Cambodia’s 
independence and modern period will be compared with artistic strategies used by 
artists in Indonesia’s late modern period (the 1960s and 1970s) where art 
installations were created for encounter outside of the gallery walls. Both case 
studies demonstrate how issues of site-specificity and materiality challenge the 
possibility of these works being inserted into museological and therefore art-
historical discourses, which are primarily built around what is physically permissible 
for acquisition. My interest in these art forms is twofold: they usually fit outside of 
the remit of the ‘modern’ because of their site-specificity as part of vernacular and 
localised visual vocabulary; they also challenge the modern canon as they are not 
necessarily heroic or abstract images that could translate internationally. The 
political context of the modern global condition is inseparable from these artworks. 
This period in Southeast Asia is one that enabled a ‘return’ to artistic forms that 
demonstrate a sense of locality and are indigenously rooted in notions of the region, 
in contrast to the problematic but dominating delineations of the nation and its 
association with the ‘modern’. 
 
A River with Standing: Indigenous Rights and Artistic Interventions  
Mercedes Vicente (curator, writer and researcher) 
 
This paper presents the early stages of my research project on the Whanganui River 
in Aotearoa New Zealand, which in 2017 became the first river in the world 
bestowed with personhood rights as a result of Māori activism. The historical 
political struggles of the 1970s, known as the ‘Māori Renaissance’ – a movement 
that sought Indigenous self-determination, standing against colonialism and its 
enclosures of Māori land – set the ground for this significant new law today that 
redresses Māori sovereignty and recognises Māori worldview and their ancestral 
kinship with the river. The paper also draws some reflections on video artist Darcy 
Lange’s Maori Land Project (1977–80) and the politics of representation surrounding 
his work, as an example of a Pākehā (New Zealander of European descent) 
documenting Māori struggles over their land rights and for which he collaborated 
closely with Māori activist and photographer John Miller. Through these connected 
case studies, I reflect on the evolution of Māori cultural debates as well as on some 
of the ethical concerns and collaborative working processes, drawing from notions 
such as the coloniser–indigene coupling or ‘hyphen’, as explored by Alison Jones and 
Kuni Jenkins, and examples of both Māori and Pākehā contemporary artists in 
Aotearoa New Zealand (including Local Time, Joyce Campbell, Nova Paul and Natalie 
Robertson) embracing kaupapa Māori, so working through and from the position of 
Māori customary practices, principles and ideologies. 
 
Healing by Making – Duodji as a Way of Life 
Liisa-Rávná Finbog (Sámi archeologist, museologist and PhD researcher, University of 
Oslo) 
 
The Sámi, a people Indigenous to northern Fenno-Scandinavia and the Kola 
Peninsula in the Russian federation, have a long history and a rich cultural heritage. 
During the colonisation of their customary regions (Sápmi) and the consequent 
assimilation politics of four different nation states, much of the Sámi population 
experienced a loss of their language, cultural heritage (both material and 
immaterial), and ethnic identities. In the last decades, those having first-hand 
experience of colonisation and assimilation along with their decendants have begun 
a painstaking process of regaining what was lost and healing their colonial trauma. In 
my paper, I explore some of the ways in which such healing may be achieved, and I 
suggest that learning duodji – customary Sámi handicraft – not only facilitates the 
return of traditional knowledge (árbediehtu) and epistemology, but also strenghtens 





Anne Barlow is Director of Tate St Ives, Art Fund Museum of the Year 2018. 
Previously, she was Director of Art in General, New York (2007–16), Curator of 
Education and Media Programs at the New Museum, New York (1999–2006), and 
Curator of Contemporary Art and Design at Glasgow Museums, Scotland (1994–99). 
Across these roles, she has led on programmatic and institutional vision and 
strategies, overseen museum collections, new commissions, artist residencies and 
public programmes, and managed numerous international collaborations. She has 
initiated award-winning programmes including Museum as Hub (New Museum) and 
the What Now? symposia (Art in General), and curated exhibitions with artists 
including Dineo Seshee Bopape, Donna Huanca, Adelita Husni-Bey, Marwa Arsanios, 
Basim Magdy, Jill Magid, Shezad Dawood and Surasi Kusolwong. Anne has published 
with the New Museum, Henry Moore Institute, Journal of Curatorial Studies and the 
Sharjah Art Foundation, among others, and was Curator of the 5th Bucharest 
Biennale, Co-Curator of the Latvian Pavilion at the 55th Venice Biennale and a guest 
programme curator for The Jerusalem Show VII and the 2nd Tbilisi Triennial, Georgia. 
She has acted in an advisory capacity to organisations including: the Rockefeller 
Foundation, New York; Institute of Museum and Library Services, Washington, D.C., 
New York State Council on the Arts, and the Mumbai Art Room, India; and as a jury 
member for the kim? Residency Award, Latvia; Exposure 8, Beirut Art Center, 
Lebanon; MAC International 2018, Belfast; and the British Pavilion, 58th Venice 
Biennale. 
 
Helena Bonett is a curator, writer and lecturer who recently completed her AHRC-
funded collaborative doctorate with Tate and the Royal College of Art on the legacy 
of the modernist sculptor Barbara Hepworth (1903–1975). Helena tutors in Critical 
and Historical Studies at the RCA and was formerly an Associate of the Tate St Ives 
Artists Programme in 2014–15 and convened a Tate Research seminar focused on 
the preserved studios at the Barbara Hepworth Museum and Sculpture Garden in 
2013. Prior to her doctoral studies, Helena was Research Curator at the Royal 
Academy of Arts, Research Coordinator at Tate Research, lectured at University of 
Kent and has published on modernist art. Helena is the co-convenor of Global 
Communities: Curating Modern Art Today. 
 
Liisa-Rávná Finbog is a Sámi archeologist and museologist and is currently pursuing a 
PhD in museology at University of Oslo titled Negotiating Self – The Crafting of Sámi 
Identity within a Museological Framework. She is also an accomplished practicioner 
of duodji, and heads her local chapter of the national Sámiid Duodji – an interest 
group working to promote and safeguard duodji – giving courses and workshops in 
traditional Sámi arts.  
 
Katya García-Antón is Director of the Office for Contemporary Art Norway and 
editor of Sovereign Words: Indigenous Art, Curation and Criticism (2018). Having 
studied Art History at the Courtauld Institute of Art, London, she has been affiliated 
with various institutions including the Centre d’Art Contemporain, Geneva, 
Switzerland; the Museo Nacional Centro de Arte Reina Sofía, Madrid, Spain; the 
Museu d’Arte Moderno de São Paulo, Brazil; the Institute of Contemporary Art, 
London, UK; and IKON, Birmingham, UK. She curated the Spanish contribution to the 
São Paulo Biennial in 2004 and was responsible for a section of the Prague Biennial 
in 2005, the Spanish Pavilion at the Venice Biennale in 2011, and the flagship 
exhibition of the Qalandiya International Biennial in Palestine in 2012. She also 
curated the Nordic Pavilion in 2015 and is currently preparing the Nordic Pavilion 
project for 2021. 
 
Lubaina Himid CBE is the 2017 Turner Prize winner, Professor of Contemporary Art 
at the University of Central Lancashire, and current artist-in-residence at Porthmeor 
Studios, St Ives. During the past 30 years she has exhibited widely, both in Britain 
and internationally, with solo shows that include Tate St Ives, Transmission Glasgow, 
Chisenhale London, Peg Alston New York and St Jorgens Museum in Bergen. Himid 
represented Britain at the 5th Havana Biennale and has shown work at the Studio 
Museum in New York, Track 17 in Los Angeles, the Fine Art Academy in Vienna and 
the Grazer Kunstverein. Himid’s work can be found in public collections including 
Tate, the Victoria and Albert Museum, The Whitworth Art Gallery, Arts Council 
England, Manchester Art Gallery, The International Slavery Museum Liverpool, The 
Walker Art Gallery, Birmingham City Art Gallery, Bolton Art Gallery, New Hall 
Cambridge and the Harris Museum and Art Gallery Preston. Most recently, she has 
curated and is exhibiting in Invisible Narratives, with Magda Stawarska-Beavan and 
Rebecca Chesney, at Newlyn Art Gallery (23 March – 15 June 2019). 
 
Evan Ifekoya’s practice explores ‘multiple scales of space and time’ through moving 
image and sonic installations. Blackness in abundance, a queer reconstituting of the 
body and the reparative potential of art propels their thinking. Ifekoya’s recent work 
has been presented at: De Appel Amsterdam, La Casa Encendida Madrid, Somerset 
House London and Tyneside cinema Newcastle (2019); Gasworks London and 
Camden Arts Centre London (2018); Contemporary Arts Centre New Orleans as part 
of Prospect 4, Embassy Gallery Edinburgh, KW institute Berlin, New Art Exchange 
Nottingham, Plymouth Arts Centre, ICA London, Serpentine Galleries London and 
Wysing Arts Centre Cambridgeshire (2017); Transmission Gallery Glasgow and 
Stevenson Gallery Cape Town (2016). This year, Ifekoya was awarded the Kleinwort 
Hambros Emerging Artist prize. 
 
Biung Ismahasan is a Bunun Nation (one of the sixteen Nations of Taiwanese 
Indigenous Peoples) independent curator, artist and researcher, working on his 
Practice-based PhD in Curating at the Centre for Curatorial Studies, School of 
Philosophy and Art History at the University of Essex and the Institute of Ethnology, 
Taiwan Academy of Sciences (Academia Sinica), Taipei. He received an MA in Cultural 
Policy, Relations and Diplomacy at Goldsmiths in 2014. His curatorial projects have 
included Dispossessions: Performative Encounter(s) of Taiwanese Indigenous 
Contemporary Art 2014–2020, which is an international performance art exchange of 
Indigenous artists from Taiwan. Biung is the co-convenor of Global Communities: 
Curating Modern Art Today. 
 
Sook-Kyung Lee is Senior Curator, International Art at Tate Modern and leads the 
Hyundai Tate Research Centre: Transnational. She is currently curating Nam June 
Paik, which will premiere at Tate Modern in 2019 and tour in Europe, USA and Asia. 
She previously led Tate Research Centre: Asia from its inception to conclusion over 
2012–18 and has held responsibilities for the research and acquisition of art from 
the Asia-Pacific region for Tate Collection. Lee was previously Exhibitions & Displays 
Curator at Tate Liverpool and curated a number of exhibitions and displays including 
Doug Aitken – The Source, Thresholds and Nam June Paik. She also served as the 
Commissioner and Curator of the Korean Pavilion for the 56th Venice Biennale 
(2015). Lee has organised and participated in several symposia and conferences 
internationally, and has also written and lectured widely on modern and 
contemporary Asian art. 
 
Jonty Lees (b. 1971, Bangor, UK) lives and works in Cornwall. His multi-disciplinary 
projects engage a range of media, including video, sculpture and performance. Lees 
studied sculpture at The Slade School of Fine Art, University College London and is 
currently undertaking a practice-based PhD with Winchester School of Art and Tate 
Liverpool on creating creative communities. He is a lecturer in Fine Art at Falmouth 
University and the founder of Pool School Gallery CIC. 
 
Vera Mey is a PhD candidate in History of Art and Archaeology at the School of 
Oriental and African Studies, University of London. Her research is a comparison of 
the art and visual culture of Cambodia, Indonesia and Singapore’s modern era during 
1948–88, a period of nascent regional formation of the cultural concept of Southeast 
Asia. Prior to this, she spent several years working as a contemporary art curator in 
institutions including ST PAUL St Gallery, AUT University, New Zealand and was 
founding curator of the Residencies Programme at the NTU Centre for Contemporary 
Art Singapore (2014–16). In 2017 she was co-curator of SUNSHOWER: Contemporary 
Art from Southeast Asia 1980s to Now at the Mori Art Museum and National Art 
Centre Tokyo, Japan, which was the largest survey of Southeast Asian artists to be 
exhibited. Vera was a scholar on Ambitious Alignments: New Histories of Southeast 
Asian Art, a research initiative of the Getty Foundation (2015–16) and is one of the 
co-founding editors of the academic journal SOUTHEAST OF NOW: Directions in 
Contemporary and Modern Art in Asia. 
 
Nephertiti Oboshie Schandorf is a curator, film producer and programmer of 
contemporary art with a focus on performance, audio and moving image in non-
gallery contexts. Her MA dissertation in the department of Curating Contemporary 
Art at the Royal College of Art investigated the formation of artistic counter-publics 
of the Afro-Caribbean diaspora in post-war Britain. Nephertiti is the co-convenor of 
Global Communities: Curating Modern Art Today. 
 
Naomi Polonsky is a curator and arts writer. Having studied French and Russian at 
the University of Oxford, she gained a masters in Curating the Art Museum at the 
Courtauld Institute of Art. She is currently working at New Hall Art Collection, 
Murray Edwards, Cambridge and has also worked at Tate Modern and the Hermitage 
Museum in St Petersburg. She writes on modern and contemporary art for various 
publications, including the Guardian, The Times Literary Supplement and 
Hyperallergic. 
 
Rachel Rose Smith is Assistant Curator of Modern British Art at Tate Britain. Her 
AHRC-funded collaborative doctorate with Tate and the University of York, 
completed in 2016, focused on abstract art in London and St Ives during the 1930s 
and 1940s. Rachel is the co-convenor of Global Communities: Curating Modern Art 
Today. 
 
Mercedes Vicente is a curator, writer and researcher. Her AHRC-funded PhD at the 
Royal College of Art, completed in 2017, examined the work of video pioneer Darcy 
Lange (New Zealand, 1946–2005). Vicente’s ongoing curatorial, archival and research 
efforts since 2005 to advance the legacy of Lange has entailed the preservation of his 
videos, the creation of the artist archive, curating numerous exhibitions on Lange at 
institutions such as Tate Modern, NTU CCA Singapore, Ikon Gallery, Camera Austria, 
Cabinet and Yale University. Her extensive writing and editorial credits include 
books, exhibition catalogues and art journals. She is the editor of Darcy Lange: Study 
of an Artist at Work (Govett-Brewster Art Gallery, NZ and Ikon Gallery, UK, 2008; 
Spanish edition EACC, Spain, 2012) featuring essays by Guy Brett, Benjamin H.D. 
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